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Abstract 
This paper explores concepts of fashion branding in order to identify six tangible elements of 
a brand that may be manipulated in order to influence consumer behaviour.  These tangible 
elements are contextualized within the case of the British luxury brand Burberry to show how 
fashion branding may be influenced by fashion practitioners working in product design, 
promotional and retailing roles.  The critically important role of fashion designers and retail 
architects in contributing to branding is investigated in some detail using in-depth interviews.  
The paper emphasises the significance, especially in the contemporary market environment, 
of creative disciplines such as fashion product and store design in creating brands that are 
commercially successful.  
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Introduction 
The brand and the practice of branding are recognized within mainstream marketing 
literature as elements ubiquitous to virtually all successful businesses (Keller & Lehmann 
2006).  This is not least the case within the fashion apparel marketplace, an environment 
characterized internationally by fierce competition, short product lifecycles and unpredictable 
consumer demand (McColl & Moore 2010; Wigley 2011).  As a consequence, fashion 
businesses are recognized DV SRVVHVVLQJPDQ\ RI WKH:RUOG¶VPRVW LQIOXHQWLDO LQQRYDWLYH
DQG YDOXDEOH EUDQGV RI ,QWHUEUDQG¶V 7RS  ³%HVW *OREDO %UDQGV´ WZHOYH DUH RZQHG E\
businesses selling product ranges comprised by either general apparel or by luxury and 
sporting clothing and accessories; Louis Vuitton and H&M are each judged as more valuable 
than globally iconic brands such as Ikea, Volkswagen, Pepsi and Sony (Interbrand 2011); 
and the logos of Zara, Ralph Lauren, Hugo Boss and Chanel proliferate in shopping streets 
and malls around the World.  From a consumer perspective, fashion brands serve a role 
announcing our status and desired image to others (Kort et al 2006), while social and media 
conversations about clothing revolve not around the garment itself, but around the brand to 
which it is associated by designer identity or retail outlet (Horn & Gruel 1981; Tungate 2008).  
7KLV FOHDUO\ LPSOLHV WKDW LQ WKH PLQGV RI PDQ\ FRQVXPHUV DQG SUDFWLWLRQHUV µIDVKLRQ¶ DQG
µEUDQGLQJ¶ DUH DOO EXW V\QRQ\PRXV (Power & Hauge 2008) ± as illustrated in Figure 1, a 
photograph of visual merchandising emphasising the variety and appeal of the brands 
available within a UK department store. 
[ Insert Figure 1 here ] 
In light of this, it is perhaps surprising to find that the practical nature of the relationship 
between fashion and branding has been largely ignored as an area of academic interest.  
Those studies that have focused on fashion branding have often followed interpretative 
precedents set by mainstream marketing and management perspectives.  These have, for 
example, considered fashion brands as the drivers of business diversification (e.g. Wigley et 
al 2005), as influencers of consumer behaviour (e.g. Mulyanegara & Tsarenko 2009), or 
investigated their applications within specific market sectors (e.g. Fionda & Moore 2009) and 
particular channels of distribution (e.g. Rowley 2009).  While these (and other) studies are 
very valuable, their inconsistent and often loose interpretations of the constituents and roles 
of a brand sometimes obscures their application within the practice of fashion - defined by 
WKLV -RXUQDO¶V ILUVW (GLWRULDO as broadly covering the creation, communication, consumption 
and social, economic and cultural consequences of clothing (Black 2009). 
The aim of this paper is to investigate the relationship between fashion and branding from a 
practical perspective, by exSORULQJIDVKLRQSUDFWLWLRQHUV¶XQGHUVWDQGLQJRIWKHEUDQGFRQFHSW
and how they may incorporate it within their professional practice.  After a brief outline of the 
methods used in research, the paper offers an account of how traditional academic 
conceptionVRIµWKHEUDQG¶PD\EHDSSOLHGLQIDVKLRQSUDFWLFHusing the example of Burberry 
to illustrate.  It continues E\H[SORULQJIDVKLRQGHVLJQHUV¶XQGHUVWDQGLQJRIWKHEUDQGEHIRUH
examining KRZEUDQGLGHQWLW\PD\EHH[SUHVVHGZLWKLQWKHGHVLJQRIDIDVKLRQEUDQG¶VNH\
consumer touch-points ± the product itself and its primary arena for distribution, the retail 
store.  The paper concludes considering the role of fashion practitioners in assuring the 
commercial success of µWKHEUDQG¶ 
 
Research Methodology 
The broad scope and poorly-defined nature of the topic area necessitated a wide-ranging 
and diverse approach to gathering data.  To develop a coherent structure for the enquiry, 
secondary literature was consulted.  This consisted of mainstream branding literature, from 
which a practical interpretation of brand management was developed, with a view to 
contextualising aspects of fashion practice within this.  Further secondary data was found 
within the fashion industry media, market analyses and information published by participating 
brands, primarily to inform the sections describing the tangible branding of Burberry.  A 
variety of primary data collection techniques were used, all qualitative in nature.  As a 
starting point, questionnaires were distributed to fashion designers with a view to 
understanding their most basic interpretations of the brand and its relative importance in their 
work.  These were followed up with in-depth interviews with designers directly employed or 
contracted by leading fashion brands as well as independent and more directional labels in 
order to IXUWKHUH[SORUHWKHGHVLJQHU¶VUHODWLRQVKLSZLWKWKHEUDQG7RH[SORUHWKHDSSOLFDWLRQ
of branding in store design, interviews with a leading retail architect responsible for flagship 
fashion stores in the UK and USA were completed.  As a condition of participation, the 
identities of all the individuals and their employers were made anonymous.  Finally, these 
insights were used to inform site visits to stores undertaken in London and New York and 
observational research in the UK market.  This overall methodology has precedent in fashion 
research (e.g. Morgan & Birtwistle 2009; Moore et al 2010) and is appropriate as the aim 
demands an in-depth exploration of poorly-defined phenomena and professionalV¶ 
interpretations of them (Strauss & Corbin 1990; Easterby-Smith et al 1991).   
 
Practical approaches to branding 
Despite (or possibly because of) the significance of branding within the discipline, the 
marketing-specific academic literature as a body offers little unanimity as to what exactly 
constitutes a brand (Kapferer 2004).  However, there has long existed a consensus 
interpreting a brand name as more than simply an identifying label; rather, it is a 
sophisticated amalgamation of components conveying ideas, attributes and values 
augmenting those of a simple product (Gardener & Levy 1955).  Implicit within this 
conceptualisation is the idea that a brand consists of both tangible and intangible 
components, each of which are interdependent and are interpreted cumulatively by 
consumers (de Chernatony & Dall'Olmo Riley 1998; Keller 2008).  The tangible components 
of thH EUDQG LQFOXGH WKRVH ZKLFK DUH UHDGLO\ DSSDUHQW LQ WKH FRQVXPHU¶V REVHUYDWLRQ
purchase or use of the products sold under any brand name ± for example its logo and 
associated slogans or motifs, distinctive details in its design, or the functional qualities that it 
possesses.  The intangible elements are those that are less readily obvious but are none the 
less perceived ± such as its heritage, personality, and market positioning ± which drive 
FRQVXPHUV¶SV\FKRORJLFDOUHVSRQVHVWRVRFLDOLQWHUSUHWDWLRQV of, and ultimately purchase of 
and loyalty to the brand (Holt 2002; Keller 2008).  Summing up this conceptualisation of the 
brand as possessing tangible and intangible components, Kapferer (1997 p.28) defines the 
EUDQGDV³«DVLJQ± therefore external ± whose function is to disclose the hidden qualities of 
the product which are inaccessible to contact´  7KLV GHILQLWLRQ VXJJHVWV WKDW D EUDQG¶V
success in the market (in terms of either mass or niche appeal) is due to consumer 
interpretations of its intangible attributes, while in turn these are symbolised, embodied, and 
contributed to, by its tangible attributes (Schembri 2009).  Thus, for example, consumers 
GRQ¶WEX\5DOSK/DXUHQSURGXFWVVLPSO\IRUWKHSRORSOD\HUORJR or the product to which it is 
applied, rather for the psychological and emotional impulses that sight of the logo triggers, 
and the perceived affiliation to a desirable lifestyle embodied by that logo (Henderson et al 
2003; Solomon & Rabolt 2004). 
Considering this in the practical context of brand management, it is obvious that tangible 
components can be created, evolved, and manipulated to reflect whatever image is desired.  
Equally obviously, intangible components are to a great extent out of the control of brand 
managers ± they can only be hinted at by tangible, or visual, elements with the hope that 
consumers perceive them as portraying an image analogous to that intended (Hutton 1997; 
Schmitt & Simonson 1997).  Therefore the tangible components of the brand become the 
practical focus of brand managers and, by consequence, those practitioners responsible for 
their creation ± for example product designers.  This practical interpretation of brand 
management is illustrated in Figure 2. 
[ Insert Figure 2 here ] 
 
Tangible brand components and fashion practice 
While there is again little consensus within the literature that specifically or definitively 
identifies tangible brand components, a number of authors (e.g. Bailey & Schechter 1994; 
Grossman 1994; Henderson et al 2003) have specified those elements of the brand that are 
most visual.  These include the logo and signage associated with the brand, the design, 
functionality, packaging and labelling of its related products, the visual theme of marketing 
initiatives used to promote them, and finally the design of points of customer interaction such 
as websites and retail stores.  Within the fashion industry, and interpreted using the wide 
definition of the term provided in the introduction, all of these activities may arguably 
FRQVWLWXWHDQDVSHFWRIµIDVKLRQSUDFWLFH¶  The example of Burberry, the British luxury fashion 
brand, is used here to explore the application of tangible brand elements within fashion 
practice.  Burberry is described b\ LWV &KLHI ([HFXWLYH DV EHLQJ ³DQ LFRQLF %ULWLVK OX[XU\
EUDQG´ %XUEHUU\ 1) characterized by commitment to authenticity rooted in heritage, a 
democratic approach to the luxury marketplace (presumed to refer to their pricing vis-à-vis 
competitors and broad customer appeal) and innovation in both its creative and commercial 
activities (Burberry 2012).  According to the Chief Creative Officer Christopher Bailey, key 
concepts informing these activities include interpreting British culture, climate and heritage in 
product and store design, making these relevant to a contemporary Global audience, and 
engaging with consumers on a meaningful and personal basis using digital applications and 
innovative means of promotion.  Recognized as the preeminent contemporary British fashion 
brand and with a highly recognisable identity and iconography conveying well known values, 
Burberry is an excellent example for the exploration of tangible brand elements within fashion 
practice ± summarised in Figure 3. 
[ Insert Figure 3 here ] 
Firstly, the most basic inquiry of Burberry would convey the evident significance of its brand 
name, logo and signage.  These are given greater or lesser prominence depending on where 
WKH\DUHDSSOLHGEXWDUHSUHVHQWWKURXJKRXWWKHFRPSDQ\¶VSURGXcts, promotional materials 
and points of sale.  Historically, some inconsistencies have been evident in these; over and 
above the stylistic evolution of the logo and typeface to reflect changing trends and 
technologies, prior to 2002 the brand was often st\OHG³%XUEHUU\¶V´0RRUH	%LUWZLVWOH
Alongside this (or more accurately, underneath itWKHWH[W³(VWDEOLVKHG´KDVDSSHDUHG
and disappeared with little apparent consistency, while the size, exact form and detail of the 
³3URUVXP.QLJKW´ORJRhas evolved over time.  However, the fundamentals of the name and 
ORJRKDYHUHPDLQHGWKHVDPHDQGERWKDUHQRZFHQWUDO WR WKHEUDQG¶VYLVXDO LGHQWLW\± the 
Prorsum Knight logo is recognized RQ %XUEHUU\¶V FRUSRUDWH ZHEVLWH DV D ³KLVWRULF LFRQ´
intrinsic and essential to the brand (Burberry PLC 2012).  Currently styled in liquid metallic 
silver on a black background, the logo reflects the confidence and contemporary appeal of a 
brand which has enjoyed critical acclaim and significant commercial success of late (Leitch 
2012).  Noted as defining the brand by Burberry PLC (2012) alongside their logo is the 
³WUDGHPDUN FKHFN´ WKH WDUWDQ-style arrangement of tan, black white and red stripes that is 
synonymous with the brand.  While this is less apparent than it has been in the past, it 
continues to be present on both products (notably accessories) and promotional materials. 
Branding is also evident on Burberry packaging and labelling.  Every product sold has a 
Burberry swing ticket containing pricing and product information, and a stitched or 
embroidered Burberry label inside it.  Additional on-product packaging such as packets for 
extra buttons, are printed or embossed with the Burberry logo.  Primary packaging (i.e. that 
supplied at point of manufacture) such as dust covers, plastic wraps and shirt collar inserts 
are similarly branded.  Secondary packaging (i.e. that supplied at point of purchase) such as 
tissue wraps, carrier bags, stickers and garment carriers all carry branding consistent with 
the most recent style of logo.  This extends to products ordered from the Burberry website, 
with them being dispatched to the consumer in Burberry-branded secure packaging and 
wraps. 
Product design is another major arena for the expression of tangible brand components.  At 
the most basic level, this includes inclusion of the logo on the exterior of products.  While this 
is not practiced with as much prominence as other brands (including direct competitors within 
the luxury market), it is apparent on garments and most particularly accessory products and 
those sold under the Burberry Sport and Brit sub-brands (see Figure 4).  Examples of this 
range from the fairly obvious ± for instance application of a zoomed-up Burberry script on 
Sport t-shirts ± to the more subtle, such as the edited interpretation of the Burberry check on 
dresses.  It is apparent, from studying the Spring/Summer 2012 collections that this most 
obvious form of on-product branding is most common in the lower-priced and most casual 
collections (Burberry Sport and Brit) and relatively rare in the higher-priced, more formal and 
directional collections (Burberry London and Prorsum).  This perhaps reflects the experience 
of the mid 2000s when the company, having established itself as a credible and desirable 
brand, was the victim of counterfeiters who imitated its most recognisable aspects (notably 
the check pattern), applied it indiscriminately to inappropriate products, and sold them to 
consumers who might otherwise not have afforded genuine Burberry products (Bothwell 
2005).  Since then, Burberry has sought to integrate logos and the check pattern in products 
in more sophisticated, filtered and subtle ways.  In addition, Burberry (2012) proclaims the 
trench coat as defining their brand.  Within the S/S 2012 collection, no less than 36 individual 
models of trench coat are available for women ranging from £450 to £3,995.  These cover a 
variety of styles, cuts and fabrics and most are available in a variety of colours; however all 
are consistent in their overall lRRN FRQIRUPLQJ WR &KULVWRSKHU %DLOH\¶V FRQWHPSRUDU\
interpretation of this classic product.  It is clear that this iconic product in itself represents 
VRPHWKLQJWDQJLEO\UHFRJQLVDEOHLQFRQVXPHUV¶LQWHUSUHWDWLRQRIWKHEUDQG± indeed Burberry 
is exceptional as a brand in boasting an entry in the Oxford English Dictionary which defines 
a type of raincoat.  Finally, throughout the collections, the Burberry logo is used in the 
GHWDLOLQJRISURGXFWVIRUH[DPSOHSULQWHGLQWKHOLQLQJRIPHQ¶VVXLWVRUHQJUDYHG in the edges 
of coat buttons. 
Marketing Communications offer a fourth opportunity for the tangible expression of the brand.  
This is most superficially evident within advertising, with the Burberry text and Equestrian 
Knight logo typically appearing overlaid on the images used.  As with on-product branding, 
the use of the logos on advertising appears more subtle than other competing luxury brands.  
At a more sophisticated level, the setting, styling and editing of the photography used in the 
advertising anQRXQFHVLWVHOIDVEHORQJLQJWR%XUEHUU\$µKRXVHVW\OH¶LVHYLGHQWZLWKWKHXVH
of British models, a focus on the details of the products and setting which convey a 
contemporary interpretation of Britishness whether shot in a studio or on location.  Products 
WKDWDUHGLVWLQFWLYHO\µ%XUEHUU\¶VXFKDVWKHWUHQFKFRDWRUDFFHVVRULHVLQWHJUDWLQJWKHFKHFN
pattern feature heavily, arguably announcing the brand more immediately than do the 
relatively subtle logos employed on adverts.  Perhaps influenced by the significance of the 
trench coat, Christopher Bailey is inspired by the ever-present but always-changing dynamic 
of the British weather in setting the creative direction for the brand and its communications.  
7KLVLVFOHDUZKHQFRQVLGHULQJ%XUEHUU\¶VDGYertising archive over the past 5 years, with sun, 
wind and rain clearly influencing several shoots.  The integration of this theme within 
marketing communications conveys distinctive brand values and personality with such power 
that the best Burberry adverts are recognisable even without their distinctive products and 
trademarks. 
The fifth venue for expressing tangible brand values is in the design of purchase points ± 
either stores or transactional websites ± and other properties.  Burberry use signage and 
logos to identify their stores and administrative properties, most obviously in the traditional 
LQWHUSUHWDWLRQRIDEUDQGDVµDQDPHDERYHWKHGRRU¶,FRQRJUDSK\DQGLPDJHU\RIWHQOLQNHG
to the contemporary promotional campaign is also displayed both in windows (alongside 
product displays) and inside the stores.  The architecture of properties is deliberately 
LQWHQGHG WR UHIOHFW%XUEHUU\¶VEUDQGFUHGHQWLDOVDOVR IRU H[DPSOH LQ WKH VHOHFWLRQRI1RUWK
English stone and wood as aesthetic elements underlining the British heritage.  Moore et al 
(2010) recognized the role of flagship stores as marketing tools as well as points of 
GLVWULEXWLRQDQGWKLVLVHQGRUVHGE\WKHH[DPSOHRI%XUEHUU\¶VVWRUHRQ(DVWth Street, New 
York.  Opened in 2002, the store was designed to express %XUEHUU\¶VKHULWDJHLQ context of 
the vitality of New York (Madigan 2003).  Previously an Escada store, the exterior was 
completely overhauled, with a new façade announcing Burberry to the city and giving an 
RSSRUWXQLW\ WR µFKRUHRJUDSK¶ customers as they shopped the store.  The new façade 
integrates old (caramel-coloured limestone) and new materials (aluminium mesh) to reflect 
the heritage and dynamism of the brand, arranged in such a way as to be reminiscent of the 
Burberry check.  This added 6 feet to the depth of the building, allowing the creation of an 
atrium that, on entry, is designed to make customers feel they are entering a World of 
%XUEHUU\  7KH LQWHULRU RI WKH VWRUH LV GLVWLQFWLYH UHMHFWLQJ ERWK µROGH-(QJOLVK¶ DQG PRGHUQ
minimalist influences in favour of a style that is reminiscent of contemporary British home 
interior design and again combines traditional and modern materials (Madigan 2003).  
'RPLQDWHG E\ D µJUDQG VWDLUFDVH¶ DQG WRSSHG E\ D JODVV URRI DJDLQ WKH FXHV RI %ULtish 
heritage and the relationships people have with the weather are expressed.  Within the store, 
the full range of products is available, including a trench tailoring service, allowing customers 
to truly engage with the brand.  Since 2003, Burberry has used stores to express brand 
credentials around the World, using a variety of distinctive designs within architecture to 
FRQYH\WKHEUDQG¶VLGHQWLW\SHUVRQDOLW\DQGSRVLWLRQLQJVHH)LJXUH.  Branding is similarly 
YHU\ DSSDUHQW ZLWKLQ %XUEHUU\¶V ZHEVLWH whHUH DJDLQ D µKRXVH VW\OH¶ UHIOHFWing British 
heritage with contemporary, cool design is evident.  Logos are subtly apparent, but 
distinction and consistency is created in the use of specific fonts and colours throughout.  
The innovative and modern nature of the brand is apparent in the on-line shopping 
experience with integrates still and moving visuals and clear attention to detail as the 
FXVWRPHUEURZVHVVHOHFWVDQGSXUFKDVHVSURGXFW 7KLVHQGRUVHV%XUEHUU\¶VVWDWXVDVan 
acknowledged leader of digital activities within the luxury fashion market (Barrett & Bradshaw 
2011).  Quite clearly, thanks to customers¶ direct interaction with them, the retail venues of a 
fashion brand are a great opportunity to convey brand values. 
The final arena for the expression of tangible brand attributes is in product functionality.  As 
distinct from product design, which covers the essentially aesthetic, visual and tactile 
qualities of the product LH µKRZ LW ORRNV¶, product functionality is concerned with its 
technical performance aspects LHµKRZLWSHUIRUPV¶.  While in practical terms the functional 
element may be more or less closely aligned to product design according to the nature of the 
brand and its products, in the case of Burberry, two essential functional attributes are clear 
and distinctive from the purely aesthetic qualities evident in its products: high quality and 
ZHDWKHUSURRILQJ%XUEHUU\¶VKHULWDJHLVIRXQGHGRQSURGXFWVWKDWFRXOGHQGXUHWKHKDUVKHVW
treatment in the most inhospitable environments, and so they are committed to excellence in 
manufacturing.  This is exemplified by the trench coat, examples of which are made only in 
specific factories specialising in the materials and techniques necessary to conform to 
BurEHUU\¶V KLJK VWDQGDUGV  $W WKH VDPH WLPH WKH XQFRPSURPLVLQJ FRPPLWPHQW WR TXDOLW\
ensures that only the best English, Scottish and Italian fabrics are used in Burberry clothing.  
$ORQJVLGHWKLVWKHWUHQFKUHSUHVHQWV%XUEHUU\¶VKHULWDJHRIZHDWKHUSURRILQg, further explored 
by Christopher Bailey with his interest in the dynamic nature of the elements.  The trench and 
its utilitarian role are so concentric to the Burberry identity that its technical features and 
performance inform other garments, for example in tailoring and the higher-end Prorsum 
ranges.  Consumers therefore appreciate that a Burberry garment, be it a trench coat or a 
dress, has specific attributes and qualities that distinguish it from other similar garments.  
Thus developing a functional DVSHFW WR WKH EUDQG¶V FROOHFWLRQ LV D VLJQLILFDQW PHDQV RI
expressing brand credentials. 
&XPXODWLYHO\WKHEUDQG¶VQDPHORJRDQGVLJQDJHLWSDFNDJLQJDQGODEHOOLQJWKHGHVLJQRI
its products, their marketing communications and points of purchase serve to express brand 
image, personality, heritage and market position to consumers.  However, logic dictates that 
some elements are more significant than others.  While customers consume brands, they 
buy products ± thus the role of product design, not only in tHUPVRIWKHSURGXFW¶VDSSHDUDQFH
but also with respect to how that appearance may encapsulate or express other tangible 
brand component, is arguably most significant of all.  Meanwhile, notwithstanding the growth 
of online shopping, the vast majority of consumers (89% in the UK ± Mintel 2012) buy 
fashion products in store.  Hence the retail environment becomes especially significant also.  
The application of branding within these two aspects of fashion practice will be explored in 
the final sections. 
 
Branding in Fashion Product Design     
The above discussion makes clear the potential impact of fashion practitioners ± especially 
those responsible for the creative direction and output of the company ± on the appearance, 
image and success of a brand.  This is clearly evident in the senior management structures 
of many fashion businesses, with SUHYLRXVO\ GLVWLQFW VHQLRU UROHV VXFKDV µ+HDG 'HVLJQHU¶
DQGµ0DUNHWLQJ'LUHFWRU¶PHUJLQJLQDµ&UHDWLYH'LUHFWRU¶UROHUHVSRQVLEOHQRWRQO\IRUOHDGLQJ
product design but also styling marketing communications and points of sale.  This widened 
responsibility of senior executives, who usually (but not exclusively) are fashion designers by 
WUDLQLQJ LV UHIOHFWHG LQ OHVV VHQLRU GHVLJQHUV¶ XQGHUVWDQGLQJ RI WKH EUDQG FRQFHSW ± one 
LQWHUYLHZHHDFNQRZOHGJHV WKDWDEUDQG LVQRWVLPSO\D ³EXVLQHVV LGHD´QRU LV LWFRPSRVHG
merely of products, rather it is an amalgamation of creative and commercial concepts and 
artefacts aimed at appealing to a target consumers actual or desired lifestyle.  Another 
interviewee is more specific:  ³>D EUDQG LV@ the designs and promotion of the designs that 
encapsulates the ethos of the company and the customer that is being targeted´; this makes 
explicit the link between product design, its promotion and its intended purchaser in the 
minds of fashion designers.   
As discussed above, branding may be expressed in fashion design in a variety of ways; in 
the use of logos and distinctive visual characteristics on garments; in the development of 
iconic product or specific features; in product detailing; and in the development of a 
consistent visual theme, functional or utilitarian quality throughout the product range.  
Designers were broadly in agreement with this, one stating that her most basic interpretation 
RIEUDQGLQJZDV³SXWWLQJDORJRRQDJDUPHQW´7KHDSSOLFDWLRQRIDORJRRUEUDQGQDPHWRD
design took various forms, with the only apparent pattern explaining this being the price point 
and market segment in which the brands in question participated.  For instance, a designer 
with very wide experience noted that sportswear brands she had worked for encouraged the 
most obvious use of logos on their products, high-street retailers tended to minimise obvious 
branding, and designer businesses applied their logos in subtle ways ± for example with 
embroidery or on inconspicuous parts of the garment.  This experience was mirrored by 
DQRWKHU GHVLJQHU ZKR QRWHG WKDW ³KLJKHU HQG EUDQGV VSHDN PRUH TXLHWO\ EXW WKRVH ORZHU
down the ladder seem to want to shout the brand name more by slapping it on wherever they 
FDQ´ 7KHVDPHZDVWUXHRIGLIIHUHQWPDUNHWVHFWRUV± one designer noted that menswear 
and youth products had more visibly apparent branding while products aimed at women and 
more mature customers tended to have less.  Historical changes were noted too, one 
GHVLJQHUREVHUYLQJ WKDW ³designer brands in the 1990s seemed to go for big logos on their 
JDUPHQWVEXWPRVWVHHPWREHPXFKPRUHVXEWOHDERXWLWQRZ´  
All designers agreed that while µslapping a logo¶ on a garment was the most simple and 
common form of on-product branding, those businesses which only took such superficial 
approaches were XQVXVWDLQDEOH³WKHUHKDVWREHVRPHVXEVWDQFHEHKLQGWKHORJR± it has to 
represent something rather than just be a name RUDSLFWXUH´$QRWKHUGHVLJQHUVKDUHGWKLV
view, commenting on the number of consumers and apparently fashion designers who 
mistook the application of a name to a product as constituting the creation of a brand; 
³EUDQGLQJcan involve sticking a logo on >DSURGXFW@«DQGZKHQ\RXORRNDWVRPHRIWKHVWXII
some people buy and even some designers sell you might think its as easy as that ± EXWLW¶V
not, for me as a designer and DVDFRQVXPHUDEUDQGKDVWREHPRUHWKDQMXVWDORJR´6R
how else might a brand be expressed in product design?  One designer states it may be via 
³IDEULFDWLRQFRORXUILWVW\OHUHIHUHQFLQJFODVVLFRUDXWKHQWLFGHWDLOV´  Another agreed, noting 
WKDWKHKDGUHFHQWO\EHHQXVLQJPRUHWUDGLWLRQDOIDEULFVZKLOHZRUNLQJIRUDµKHULWDJH¶EUDQG
EHFDXVH³ZKHQFXVWRPHUVVHHproper tweed, good wool, lovely leather, they¶UH more likely to 
think WKH\¶UHJHWWLQJDSURSHUSURGXFWWKDW LVZKDWWKHDGYHUWVVD\LW LV´.  Shape and fit also 
KHOSHGIRUPDQLPSUHVVLRQRIWKHEUDQG³(YHU\RQHVD\Vµ,RQly buy brand X because I know 
WKHVKDSHIODWWHUVPH¶«DQGWRVRPHH[WHQWPD\EHWKDW¶VDFRLQFLGHQFHRIZRUNLQJIURPWKH
same blocks and patterns, but a lot of brands deliberately develop specific shapes, 
silhouettes and structures because they know what thHLUFXVWRPHUVZDQW´$QRWKHUDJUHHG
noting that brands as diverse as Miss Sixty, Zara, Karen Millen and Armani were notable by 
having distinctive fits and cuts that helped inspire customer loyalty.  Similarly, quirky detailing 
was used by designers to emSKDVLVHEUDQGLGHQWLW\2QHGHVLJQHUZKRKDGGHVLJQHGPHQ¶V
VKLUWV IRU YDULRXV 8. DQG (XURSHDQ EUDQGV QRWHG WKDW ³RQH VKLUW LV OLNH DQRWKHU EXW ZKDW
PDNHVWKHPVWDQGDSDUWDUH WKHGHWDLOV (YHQ LI WKH\¶UH MXVW WKLQJVDFXVWRPHUZRXOGRQO\
notice when he¶VZHDULQJLW± the cut of the cuffs, the finish to the buttons, the lining or tabs 
inside the collar ± DOOPDNHKLPWKLQNKLVVKLUWLVDELWVSHFLDO´$QRWKHUGHVLJQHUQRWHGWKDW
she had worked for a menswear brand that developed a very loyal following thanks to its 
quirky, vintage-themed styling.  Print and pattern were also recognized as forming brand 
LGHQWLW\  ³:KHQ \RX VHH WKH 'DPLHU SDWWHUQ RU WKH EURZQ DQG WDQ FKHFNHUERDUG \RX
immediately recognize /9¶´VWDWHGRQHGHVLJQHU2WKHUVDJUHHGSRLQWing out that designer 
and luxury brands tended to use this technique often  ³«Prada, Gucci, Vuitton, Burberry, 
they all have a unique print or pattern that might be changed from time to time, like Marc 
-DFREVGLGIRU/9DQGREYLRXVO\WKDW¶VDZD\RILGHQtifying the brand without really putting a 
ORJRRQLW´ 
The development of iconic products is identified as also contributing to brand identity.  The 
designer who had worked with a British heritage brand noted this in particular, referencing 
the popularity over recent years of quilted fabrics LQFDVXDOMDFNHWV³,GRQ¶WNQRZLIZHZHUH
clever enough to kick off that trend, but we certainly took advantage of it because although 
loads of brands were doing similar types RIMDFNHWZH¶GGRQHWKHPIRU\HDUVDQd quite rightly 
FRXOGVD\RXUVLVµWKHUHDOGHDO¶ ± LW¶VDFRUHSDUWRIZKDWRXUEUDQGKDGDOZD\VEHHQDERXW´.  
7KHEUDQG¶VDVVRFLDWLRQZLWKDVSHFLILFW\SHRIJDUPHQWDQGWKHFRLQFLGHQFHRIWKDWJDUPHQW
being on trend for a while facilitated the development of brand identity and informed the 
GHYHORSPHQW RI D ZLGHU SURGXFW UDQJH  $QRWKHU GHVLJQHU QRWHG WKDW µPHJD¶ EUDQGV OLNH
Chanel and Dior often carried a signature product that remained consistent but evolved to 
reflect prevailing trends.  Connected to this, finally, the development of a consistent look or 
theme to collections also served to endorse the brand.  A designer who had worked for a 
high-TXDOLW\ NQLWZHDU EUDQG QRWHG WKDW ³DOWKRXJKZH GHYHORSHG D PRUH IDVKLRQDEOH LPDJH
and brought in new products and different cuts, it was important for us to keep a similar look 
throughout the range because we wanted to emphasise the timelessness of the brand ± to 
VD\LWVWRRGIRUVRPHWKLQJWKDWZDVQ¶WVZD\HGE\WUHQGV´$QRWKHUGHVLJQHUVKRZHGKRZDOO
her ZRUNKHDYLO\UHIHUHQFHGWKHEUDQG¶VDUFKLYH³2IFRXUVHDVFUHDWLYHSHRSOHZHZDQWWR
come up with new things, buWZHKDYH WRDOZD\V UHPHPEHUZKHUH WKHEUDQG¶VFRPH IURP
DQGZKDWLW¶VDERXW, and try and nurture that ± when I think about it, really what my job is all 
about is taking the brand and everything it means, and finding new ways to interpret and 
communicate it today´ 
$QRWKHUGHVLJQHUDJUHHGZLWK WKLV LQWHUSUHWDWLRQRIKLVZRUN ³,ZRUN IRUDEUDQG WKDWKDVD
YHU\ULFKKHULWDJHDQGLVORYHGE\LWVFXVWRPHUV,W¶VQRWP\SODFHWRPHVVZLWKWKDW,KDYHWR
maintain that heritage, and I hope in a little way add WRLWDVWLPHSDVVHV´7KLVQHDWO\VHUYHV
WRFRQFOXGH WKLVVHFWLRQE\FRQVLGHULQJ WKHQDWXUHRID IDVKLRQGHVLJQHU¶V UROH LQEUDQGLQJ
)DVKLRQDVDFUHDWLYHGLVFLSOLQH LQFRQWH[WRI WKHSURGXFWV LWFUHDWHVDQGVRFLHW\¶VYLHZRI
WKHPDVµIDVKLRQDEOH¶Ls an ever-evolving and often transient concept; yet history shows that 
successful brands are stable and have the potential to outlive the lifespan of their creator, 
employees and customers.  Therefore, to greater or lesser extents depending on the history, 
popularity, and reputation of the brand, designers have to perhaps curb their most creative 
impulses to conform to the demands of a brand as they play their transitory role in the 
QDUUDWLYH RI WKH EUDQG¶V KLVWRU\  ³,W LV IUXVWUDWLQJ LQ VRPH ZD\V >WR QRW be able to design 
H[DFWO\ZKDW,¶GOLNH@EXWP\FUHDWLYLW\LVQ¶WGLPLQLVKHGPD\EHLW¶V just expressed differently´
DGPLWWHGRQHGHVLJQHU+RZHYHUDVDQRWKHUQRWHG³Every fashion designer who has to earn 
a living has to design to different influences WKDW DUHQ¶W DOZD\V WKHLU RZQ, be it customer 
profiles or costs or whatever, ZKHWKHU WKH\¶UH UXQQLQJ WKHLU RZQ EUDQG RU ZRUNLQJ IRU
someone else  ,GRQ¶W WKLQNGHVLJQLQJ WRVXLWDEUDQGUHVWULFWVFUHDWLYLW\ LW MXVWPHDQV\RX
have a different set of influences.  Perhaps understanding, and being comfortable with [those 
influences] is what makes a successfXOEUDQGDQGDKDSS\GHVLJQHU´ 
 
Branding in Fashion Retail Design 
The image and personality of a brand may also be actualised within the environment in which 
it is sold.  This is most apparent within the overall design and construction of the store, and 
its integration of logos, visual iconography and other clues as to the identity of the brand.  
The concept of the store being a venue for the realisation of the brand is acknowledged by 
the architect interviewed, suggesting that brands are selling not just products, but lifestyles,  
images and aspirational values desired by customers.  Therefore, the store is a place for the 
³WUDQVSRUW RI GHVLUH WKURXJK WKH WUDQVSRUWDWLRQRIJRRGV´.  Furthermore, the store must not 
only reflect those images and values, but augment them in order to literally inspire customer 
SXUFKDVH ³the architectural design concept should reinforce the brand narrative with a 
complimentary spatial narrative.  For us, the operative metaphor is of a theatrical mise-en-
scene´.  Extending this metaphor further, it is apparent that the design of a store as a venue 
for the realisation of brand values follows three acts, or phases, summarised in figure 6.  
Each will be considered below. 
Firstly, and obviously, when considering how to express the values of the brand within a 
store design, the architect must be familiar with those values ± in the words of the 
inteUYLHZHHKHPXVWXQGHUVWDQGWKHEUDQG¶V'1$$W LWVPRVWEDVLF OHYHO WKLV LQYROYHVDQ
appreciation of the brand at a very broad commercial level ± e.g. market position, womens- 
or menswear, product categories ± but also at a creative level, for example understanding 
WKHEUDQG¶VXVHRISDWWHUQVdraping, fabric cut and so on.  Overlaying this is an appreciation 
RI WKH RYHUULGLQJ WKHPHV SRLQWV RI LQVSLUDWLRQ DQG KHULWDJH HYLGHQW LQ WKH EUDQG¶V KLVWRULF
FROOHFWLRQV LQGLYLGXDO SURGXFWV DQG WKHLU GHVLJQHUV¶ work;   ³Our process is to distill the 
source material ± conversations with the EUDQG¶V designers and creative directors, their 
current retail concepts, even their marketing collateral - into conceptual imagery that fuels 
discussion« so that we begin to fuse program, site, and client with environmental aspects 
such as light, form, movement, color, and materials.´  Often this leads the store architect to 
ILQG LQVSLUDWLRQ LQ WKH GHVLJQ RI WKH EUDQG¶V SURGXFWV ³,n designing the environment for a 
brand often I¶PDEOH to UHLQWHUSUHWFKDUDFWHULVWLFVRI WKHIDVKLRQGHVLJQHU¶VJDUPHQWGHVLJQ
architecturally into the physical structure.´6XPPLQJWKLVFRQVXOWDWLYHSKDVHRIWKHSURFHVV
of branding a fashion retail environment, the architect noted his intention is to ³become 
familiar with the essence of the brand and advise what will work spatially and 
VFHQRJUDSKLFDOO\ZLWKWKHEUDQG¶V'1$WRFUDIWDVHULHVRIEUDQGDQGVSDWLDOQDUUDWLYHV´ 
Moving onto the practical elements of designing the store, the next phase considers the 
location and actual architecture of the store.  The architect, who has worked on projects 
throughout Europe, the USA and Asia, emphasised the significance of the geographic 
ORFDWLRQRI WKHVWRUHDQG WKHFRUUHVSRQGLQJ LPSDFWRI WKDW ORFDWLRQ¶V urban landscape, and 
social and cultural heritage.  For instance, he noted that stores in West European cities tend 
to be more conservative due to the (compared to US and Asian cities) cultural and historic 
KHULWDJHWKH\H[LVWLQ1HZ<RUNVWRUHVPDNHHPSKDWLFVWDWHPHQWLQNHHSLQJZLWKWKDWFLW\¶V
reputation for confidence, and Japanese and Chinese stores tend to reflect ideas of futurism 
and technology.  Also, he noted that it is unusual for an architect to begin with a literally blank 
canvas ± most stores are build within existing buildings, meaning that the major structural 
features and floorplan cannot be changed.  At the same time, especially in European cities, 
stores are often opened in buildings that thanks to their age or historic significance enjoy 
protected status, limiting the changes possible$JRRGH[DPSOHRIWKLVZDVLQWKHDUFKLWHFW¶V
work for a brand wishing to open a store in a historic street in Paris.  The façade of the 
building could not be changed from its classical style which was not compatible with the 
modern, minimalist and enigmatic qualities of the brand.  To overcome this issue, the 
architect converted the interior, removing interior walls and whole floors to create a space 
that was slightly discombobulating for the consumer.  Together with clever use of lighting and 
mirrors, this made what appeared externally to be a very conservative store becomes a 
space very appropriate to the nature of the brand.    
The final phase of creating a store to reflect the brand covers the conceptualisation and 
application RIWKHGHVLJQ7KLVLQYROYHVPRYLQJIURPWKHDUFKLWHFWXUHRIWKHVWRUH¶VVWUXFWXUH
itself to applying the brand DNA to the specifics of its design detail.  Significant among this is 
the selection of materials that are appropriate to the brand.  For example, in designing a New 
York store, the architect chose stone, wood and metal surfaces that traditionally were not 
visually compatible because the designer on whose behalf he was working is noted for her 
distinctive use of contrasting fabrics in her garments.  Extending this theme further, the same 
fashion designer is noted for the drape of her garments and how they emphasise femininity; 
the architect reflected this by suspending fixtures and lighting from the ceiling, sculpting 
supporting pillars to be curved, and using translucent fabric scrims instead of solid walls to 
divide the space.  In this phase, the architect also considers practical elements, moving 
beyond the heritage or image of the brand to regard practicalities such as the product being 
sold, and who the customer is.  A good example of this is in the store he designed in Venice 
for an Italian fashion brand noted for their high quality leather footwear and accessories; a 
challenge because the necessarily small store footprint complicated the creation of a 
luxurious environment.  This problem was solved by designing the store to deliberately focus 
RQWKHEUDQG¶VNH\SUoducts.  Because these are typically quite small, the space was used in 
an efficient manner, presenting the products truly as works of art within an exclusive gallery 
environment, and using high quality timber and leather on fixtures and fittings to emphasise 
the craftsmanship and quality of the product.  This approach was doubly appropriate 
because the customers shopping in that Venice store were typically Asian and American 
tourists whose baggage restrictions obliged them to purchase smaller items.  At the opposite 
HQGRIWKHVFDOHWKHDUFKLWHFW¶VSK\VLFDOO\ELJJHVWSURMHFWZDVRQWKH0LODQIODJVKLSRIRQHRI
WKH :RUOG¶V PRVW LPSRUWDQW OX[XU\ EUDQGV  7KLV LQYROYHG WKH WUDQVIRUPDWLRQ RI DQ HQWLUH
EXLOGLQJ LQWR D µ%UDQG 8QLYHUVH¶ LQWHQGHG WR UHIOHFW QRW RQly the creative aesthetic of the 
brand, but also the diversity of its product ranges and diffusion brands.  This demanded 
creating within one large space a multitude of related and inter-connected smaller spaces, 
FRQIRUPLQJWRWKHEUDQG¶VRYHUDOOPDUNHWLQJ architecture of master and diffusion brands.  The 
practical challenge was creating a space that had distinct partitioned sections, although 
connected by a consistent theme and open enough for customers to traverse between.  This 
was achieved by altering the floors of the existing building, using walkways and staircases 
that appear to float in space in order to encourage customers to explore, literally, different 
levels of the brand, while a minimalist aesthetic maintained visual consistency. 
By identifying, understanding and expressing the key credentials of the fashion brand in the 
store environment, it is clear that stores become a crucially important area for the expression 
of tangible brand elements.   $V WKH LQWHUYLHZHGDUFKLWHFW QRWHG ³VWRUHV have a functional 
role but only in that they, and the products they display, are in large part a vehicle for 
transmitting values, for fulfilling the desires and aspirations created by the brand narrative. 
Why purchase this coat, as opposed to that one, unless you identify with the lifestyle it 
emblematizes?´$VZLWKWKHIDVKLRQGHVLJQHUDERYHWKRXJKKHrecognized that it is not his 
role to create those values; rather his work should express them, and extending the theatre 
metaphor, he likens his role as not the GLUHFWRU EXW DV WKH VWDJH FRQVWUXFWRU  ³the store 
GHVLJQGRHVQ¶WVRPXFKV\PEROL]HDEUDQGDVHPERG\LW$VDWKHDWULFDOVSDFHLWSURYLGHVD
stage upon which the brand narrative is performed´ 
 
Conclusion   
The paper has shown that though it remains to VRPHH[WHQWDµEODFNDUW¶E\IRFXVLQJRQWKH
tangible elements of branding, it is possible to express and manipulate the intangible 
elements of the brand that influence consumer behaviour.  Most specifically, the research 
has shown that within fashion branding specifically, the role of creative professionals ± 
fashion practitioners ± remains significant in forming consumer interpretations of the brand.  
This is significant because while the current economic environment demands that designers 
adopt commercial perspectives to their work, the power of their creativity is often overlooked.  
As one of the fashion designers speculated, perhaps the key to both commercial and 
creative success is in finding a happy medium between the businesses need for products 
coQIRUPLQJWRDSDUWLFXODUEUDQGLPDJHDQGVDWLVI\LQJWKHGHVLJQHU¶VRZQLQGLYLGXDOFUHDWLYLW\
by letting them evolve and contribute to that brand image.  As the case of Burberry reveals, 
by allowing designers the opportunity to refresh, re-express and celebrate the historic values 
of the brand in a contemporary style, the business satisfies both commercial and creative 
critics.  The interviews showed that designers, as fashion practitioners, have a very technical 
FRQFHSWXDOLVDWLRQRIZKDWDEUDQGLV³$EUDQd is something that sets itself apart from others, 
something that people choose to buy into for quality and design, for individuality, for the price 
LPSOLFDWLRQV IRU LWV VWDWXV RU IRU LWV HWKLFDO RU OLIHVW\OH TXDOLWLHV´  7KLV UHLQIRUFHV WKH
significance of adopting a practical approach to branding in every aspect of fashion practice 
± by focusing on tangible elements of the brand and by letting fashion practitioners express 
their creativity, a business is most likely to create the intangible brand elements that 
consumers appreciate.  In turn, by creating stores that emphatically express those intangible 
brand credentials, and reinforce the image created by the products and the marketing 
initiatives, customers are more likely to invest in purchasing the garments.    
Figures 
 
Figure 1 - All About Brands 
 
 
Figure 2 ± A Practical Model of Fashion Brand Management 
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 Figure 3 - Tangible Brand Components ± the Case of Burberry 
 
ͻThe text "Burberry" (including distinctive font and colours). 
ͻThe Prorsum Knight logo. 
ͻThe Burberry check pattern. 
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ͻUse of the name, Prorsum Knight logo & check pattern on: 
ͻProduct tags and labels (e.g. swing tickets, labels inside garments etc.). 
ͻSecondary and primary packaging (e.g. dust covers, carrier bags, wraps etc). 
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Labelling 
ͻIntegration of the name, logo & check pattern visible on exterior of product. 
ͻIconic  products & distinctive features (e.g. Burberry trenchcoat, garment fit) 
ͻProduct detailing (e.g. use of Burberry pattern in garment lining & buttons)  
Product Design 
ͻ Integration of the name, logo & pattern within mkt comms (e.g.advertising). 
ͻ Use of distinctive imagery within marketing communications visuals. 
ͻ Portrayal of distinctive brand values and personality in mkt comms message. 
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ͻUse of specific constructon materials & design techniques to convey brand 
values (e.g. Britishness, contemporary credentials). 
ͻ Integration of the name, logo & pattern within transactional website. 
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Design 
ͻ Integration of consistent practical themes & qualities throughout product 
range (e.g. weatherproofing, high quality). 
ͻIconic products performing a specific and unique role for the consumer (e.g. 
the Burberry trench coat). 
Product 
Functionality. 
 Figure 4 - On-product branding, Burberry SS 2012 
 
Figure 5 - Burberry Stores in (from top clockwise) Beijing, Istanbul and Belgrade. 
 
 Figure 6 - Development of a Branded Store Environment 
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